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A Dual Inheritance: Practice-based PhDs and the politics of educational reform
Over the last forty years the relationship of art practice to academia has been quietly but fundamentally changing. Within the post 1960 art school, art practice was often conceived of as divorced from any notion of academic or theoretical work, as John Stezaker recalls, 'the image of the artist as the kind of impassioned and emotional anti-intellectual is something we all know about in art schools from this period'.
1 By the 1990s, however, the ground had shifted to such a degree that it was possible to pursue doctoral study in art practice. This emergence of practice-based PhDs can be considered as part of a larger shift in art education and its acceptance of theory.
This article attempts to trace the pedagogical, institutional and political history of the practice-based PhD. On the one hand, the emergence of the practice-based
PhDs can be located within a certain intellectual, ideological and practical set of approaches and be considered as the product of, among other things, social art history, conceptual art, feminist theory and post-structuralism. Although by no means homogenous these approaches and debates were broadly critical of modernism and of the notion that art was autonomous in regard to social, historical, political, and theoretical issues. In this context the practice-based PhD could be interpreted as the logical consequence of critical, politically aware practices.
On the other hand, the founding of the practice-based PhD can also be connected to a series of educational reforms which are, in turn, related to the political climate of the mid to late twentieth century. I argue that the very possibility of these critical practices being taught in art schools, colleges and later universities, is linked to a series of educational reforms, in particular to the 1960 Coldstream Report and to the 1991 White Paper on Higher Education. In other words, the practice-based PhD, which emerged from a predominantly left-wing tradition may also be closely linked with conservative education policies. This institutional and legislative history is important because it raises difficult questions concerning the critical potential of theory and practice that might otherwise remain hidden.
The paper begins with a discussion of post 1960s art schools, the introduction of theory and its eventual canonisation within art education. I then explore more 3 recent educational reforms, considering the effect of university management on both the constitution of research and the consequences for a critical art practice.
The introduction and orthodoxy of theory
Prior to 1960 art education in England considered design, sculpture and painting to be based on good drawing skills and a firm knowledge of anatomy, composition and
perspective. Yet after the recommendations made by The National Advisory Council Complementary studies and art history were supposed to have a strongly supporting role in the newly formulated Dip. AD, but in removing history and theory to the safe distance of the classroom and by restricting it to twenty per-cent of course time, The
Coldstream Report actually programmed a gulf between art theory and art practice into higher education:
The priority, autonomy and prestige conferred on studio work guaranteed a generally irreconcilable breach between studio and lecture room, practice and theory and history, 'doing' and 'talking'.
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Nevertheless, The Coldstream Report did enable the introduction of theoretical material into art education, and, paradoxically, the lack of structured and rigorous education in art history (or in studio practice) gave room to more marginal groups and critical stances. Griselda Pollock has commented on this situation:
In practice art schools deliver very little education .. Conceptual art similarly brought the relationship between theory and practice clearly into question. As with feminist art practice, conceptual art pitted itself against the concepts of artwork as a purely visual process which were prevalent at the time.
Artists such as Art & Language produced work, which was an explicit critique of Fried's advancement of an art 'accessible to eyesight alone' 9 and of Greenberg's construction of art as being autonomous. 10 Not only was conceptual art work often produced in tandem with theoretical discussion, but theoretical discussion was integral to the artwork. Feminist and conceptual art practice formed one of the routes through which a separation of theory and practice was questioned and bridged, but this was not the only means through which it happened. In their introduction to The Block Reader (1996) the editors retrospectively outline the areas of enquiry and thought which were a response to the secondary role of art history in art colleges prevalent during the mid to late 1970s. 12 These responses contributed to a critique of 'the tired formulas of sensibility-plus-dates' and aimed at an understanding of art as a social, material and expressive practice determined by specific forms of production and reception. By the late seventies social history, institutional critique, the cultural analysis of Raymond
Williams and Pierre Bourdieu, varieties of reception theory were all current, as was the work of Althusser, Foucault, Lacan. 13 These differing approaches were by no 6 means mutually exclusive and together they constituted different ways of re-thinking the boundaries of art and art history. Despite calls for integration, art and design was perceived by the NCDAD report as being somehow different from mainstream education. Nevertheless, art courses now took the form of undergraduate degrees and in many instances were being taught within the auspices of Polytechnics rather than art schools. 23 Whether or not art schools remained independent or whether they became part of polytechnics, in 1991 it became possible for both polytechnics and to a lesser extent colleges, to take on university status. The Government White Paper, Higher Education: A New Framework, recommended that the 'binary line' between polytechnic and university education be abolished. This line, or rather the lack of it, was identified as the key to related changes, among which were:
A single funding structure ... greater cost efficiency through more competition and better use of resources; degree awarding powers to all major institutions; the right to use the title of university; a United Kingdomwide quality unit developed by institutions; funding -related quality assessment by the funding councils. The number of higher research degrees awarded and the number of studentships will be regarded as indicators of quality: higher degrees, and doctorates in particular, will be rated more highly than studentships.
Quantified evidence that a department is stimulating successful postgraduate research will be taken as an indicator of a healthy research culture.' 25 Quantity counts in that a postgraduate presence is seen to be indicative of a department's research culture which is, in turn, made credible if postgraduate and departmental areas of research correspond. Hence, postgraduates have an indirect effect on the RAE and subsequent funding. 26 Postgraduates have a more direct influence in terms of the fees that they bring into their university and, to a lesser extent, the department. This is no doubt reflected in the fact that nationally the numbers of creative arts postgraduates have almost doubled in seven years. 27 Thus it is in the interests of the university and can be in the 
